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PREFACE. 

This  "  Process  of  Vocal  Study,"  .written  for  my  pu- 
pils, is  designed  as  a  guide  in  their  daily  study  and  to 
furnish  them  material  for  systematic  teaching.  It  con- 
tains directions  for  correct  position,  and  exercises  for 
breathing,  for  the  placing  and  development  of  the  voice, 
for  enunciation  and  for  the  stady  of  the  major,  minor 
and  chromatic  scales  and  intervals.  Space  is  provided  on 
each  page  for  the  insertion  of  additional  suggestions  and 
remarks  by  teacher  or  pupil,  and  at  the  end  are  blank 
pages  on  which  may  be  recorded  songs,  arias,  oratorios 
and  operas  which  have  been  studied. 

Wjxliam  Neuson  Burritt. 
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Process  of  Vocal  Study. 


Cut  1. 


Position* 

Stand  erect,  firmly  on  both  feet  as  in  cut  one, — 
alternating  with  the  position  in  cut  two,  the  weight 
of  the  body  over  the  instep.  J5tand  with  a  straight 
leg,  a  firm  knee,  the  chest  high,  and  head  erect.  Stiicf 
adherence  to  the  above  will  result  in  a  better  breath 
control,  and  therefore  a  more  positive,  resonant  tone. 


• 


' 


A 
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Breathing.     ^^1^^  (. 


1.  jjatand  erectx  firmly  on  both  feet  (as  in  cutj^ne), 
the  chest  high  and  firm,  the  weighty  of  the  body  well 
front  over  the  instep,  thus  insuring~freedom  to  the 
muscles  employed  in  inhaling  and  exhaling. 

2a.  First  exercise.  Blow  through  the  nearly  closed 
lips  (as  in  blowing  out  a  candle),  letting  the  breath  come 
quickly  and  silently,  as  you  inhale*  Avoid  drawing  in 
a  breath — let  it  come. 

26.  Place  one  liand  on  the  chest  the  other  on  the 
abdomen.  Repeat  the  blowing,  allowing  the  abdomen 
to  sink  easily,  holding  the  chest  high  and  solid.  Let 
the  breath  come  in  with  the  outward  moving  abdomen. 
Avoid  raising  the  shoulders  or  chest  when  inhaling. 

3.  Do  not  endeavor  to  fill  the  lungs  or  to  get  a  big 
fcreath*  At  no  time  when  singing  or  speaking  is  it  neces- 
sary to  inhale  all  the  air  possible. 

4a.  Second  exercise*  Repeat  exercise  one,  allowing 
the  abdomen  to  sink  easily  and  rapidly.  Do  this  again, 
and  then,  the  third  time  oppose  the  sinking  abdomen  by 
pushing  front  at  the  waist,  so  that  the  abdomen  sinks 
but  slightly,  if  at  all. 

4b.  Place  the  hand  upon  the  chest  and  repeat  exer- 
cise two,  allowing  the  abdomen  to  sink  but  once,  and 
opposing  this  twice* 

5.  Third  exercise*  Place  the  hands  on  the  ribs, 
blow  out  the  breath,  holding  the  ribs  expanded  and 
allowing  them  to  sink  as  little  as  possible. 

6.  Hold  the  chest  high  and  firm.  Inhale  quickly, 
silently,  deeply.  Control  the  breath  by  opposing  the 
sinking  at  the  waist* 
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General  Directions. 


1.  Position. — While  vocalizing  stand  erect,  firmly 
on  both  feet  (as  in  Cut  1) — chest,  high  and  firm ;  chin, 
up — near  the  keyboard  of  the  piano,  that  the  pitch  may 
be  quickly  taken  in  transposing  from  one  key  to  the  next. 
Direct  the  eyes  and  the  voice  to  the  farthest  point  in  the 
room  (avoidlooking  and  singing  downward,  toward  the 
floor,  or  upward,  toward  the  ceiling).  j?orm  the  habit 
at  once  of  singing  straight  out  to  the  "  horizonline/ 

iStning. — An  easy,  natural,  quiet,  deep  breath 
taking  should  be  your  aim,  and  that  this  habit  may  be 
formed  constant  attention  is  necessary. 

3.  No  AccompanimeflL^-In  order  that  both  teacher 
and  pupil  may  listen  to  each  tone  as  it  is  sung,  both  dur- 
ing the  lesson  and  in  daily  practice,  no  accompaniments 
are  to  be  used.  For  that  reason  they  have  not  been 
written  to  the  exercises  in  this  book.  The  following 
form  and  position  of  the  chord  struck  upon  the  piano 
will  give  the  pitch  required  in  transposing  from  one  key 
to  the  next. 


EXAMPLE. 

— — — T- 


* 


s 


Pitch  of  D. 


Pitch  of  E,  etc. 


The  tocher  c^ra  at  his  pleasure  improvise  accompany- 
ing chords  toTne  different  exercises. 

4.  Vowel  Sounds. — Ah  is  used  as  the  basis  for  voice 
placing,  and  is  employed  in  most  of  the  vocalizing.  It 
must  not  be  forgotten  that  practice  on  oo  and  o  develop 
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richness,   fullness   and  sonority  in  the  voice.     N^ithet 

must  one  omit  a  daily  practice  on  the  vowel  sounds  e, 

ih,  a,  eh  (as  in  we,  will,  way,  wed),  as  these  aid  very 

materially  in  developing  a  ringing,  resonant,  penetrating 

quality.     When  it  is  realized  that  all  these  vowel  sounds 

or  combinations  occur  in  every  phrase  of  every  song,  no 

matter  how  simple  it   may  be,  the  necessity  for  daily 

practice  of  each  and  all  of  them  will  be  recognized. 

f     o.     Consonants. — A  distinct  enunciation  is  of  as  vital 

importance  to  the  singer  as  to  the  orator  and  actor — is  as 

lecessary  in  parlor,  concert,  church  or  oratorio  singing 

i  is  in  the  delivery  of  a  sermon,  a  lecture  or  the  lines  of 

1 1  play.     Hence  a  large  number  of  the  exercises  in  this 

'  Process  of  Vocal  Study/ '  beginning   with  "Exercise 

Two,"  provide  for  a  systematic  study  of  the  consonants, 

these  should  receive  daily  attention  throughout  the  entire 

career  of  the  singer. 

ime. — The  practice  of  "beating  time"  should  be 
begun  at  once,  ana  insisted  hjV>n,  until  iTT5SCTOi^>  per*-*"* 
fectly  easy  to  beat  double,  triple  and  quadruple  measure, 
as  follows : 

Double     f  2  2  2  j      _ 
Measure  j  2  4  8  |  -Down  UP' 

Triple      (333)^  . 

Measurel2  4  8|-Down'rlghtuP- 

8S2?*{ilS  $-»»".  «**^ 

Such  practice  will  insure  exactness  in  rhythm,  pre- 
pare for  the  leadership  of  choir  or  chorus,  will  enable 
one  to  follow  the  conductor's  baton  when  singing  in 
chorus  or  as  soloist  in  oratorio  or  opera. 


7.  Middle  Voice. — Singers  often  make  the  mistake 
of  thinking  that  though  the  high  voice  must  not  be 'forced, 
still  there  is  no  harm  in  singing  heavy,  strong  tones 
in  the  middle  voice.  It  is  safe  to  say,  however, 
that  if  the  voice  is  perfectly  given  

as   to  placing,  tone-color,  ease,    en-   f:^:         _to      z?~^ 

unciation    and    breath    control    from  ^fj/-^ 

the  tones  above  and  below  would  almost  take  care  of 
themselves.  Hence  a  large  number  of  these  exercises 
are  written  for  middle  voice  only,  and  in  every  one  of 
them  the  student  is  directed  to  &in%  a  "  light,  easy, 
high-placed,' '  velvety,  floating  quality  of  tone.  Above  all 
is  tnis  true  of  the  tenor  voice,  which  re-  r_g 
quires  the  most  careful  treatment  from  Egg  t        g~3 

Attention  must  constantly  be  given  to    v     -&- 
this  part  of  the  voice,  to  develop  a  clear,  resonant,  carry- 
ing quality  and  a  distinct  enunciation. 

8.  The  High  Voice, — The  high  voice  should  come  as 
a  result  of  the  perfect  placing  and  development  of  the 
middle  voice.  The  directions  given  in  all  of 
these  exercises  that  extend  above  upper  C 
"go  no  higher  than  can  be  done  with 
perfect  ease  and  freedom  of  tone,"  should  be  strictly 
obeyed  in  the  daily  practice.  Knowing  that  as  a  result 
of  careful  work  in  the  middle  voice  the  upper  tones  will 
gain  in  ease  and  resonance  with  each  week  of  patient, 
systematic  study. 

9.  The  Low  Voice.  —  Forcing  the  low  voice  is 
an  almost  universal  fault  with  soprano  and  contralto. 
The  so-called  "chest  tone"  or  "dramatic  tone,"  which 
is  usually  forced,  hard  and    " mannish' ' 


in   quality   and   productive  of  a   "break 
in   the  voice"    on    middle    d,  e  or  f , 


will  be  avoided  if  the  same  "high  plac- 
ing,"  on   the    "high   straight   line/'    be 

kept    in   mind    while    singing    below    D  Lfjp -or 

neither  need  there  be  a  lack  of  strength,  resonance  or 
richness  of  voice  if  a  daily  practice  of  Exercise  28  is 
insisted  upon.  Endeavor  to  let  the  low  voice  come  in 
the  same  easy,  natural,  conversational  manner  employed 
in  JtJj&j»i€HWF  voice. 

10.     "How  long*  should  one  practice?"  is  a  question 
►jften  asked  of  the  teacher.     As  a  rule  15  minute  periods 

mmmmmmmmwmmmmmmmmmwmmmmwmmmm 

four  times  a  day  is  the  best  plan  for  the  beginnet,  for 
young  voices,  and  when  out  of  practice  for  some  weeks. 
Later  on  the  periods  may  be  extended  to  20  minutes,  or 
even  half  an  hour  if  the  work  is  carefully  done,  and  al- 
ternated  with  consonant  practice,  and  the  study  of  the 
directions  accompanying  each  exercise.  Keeping  in 
mind  that  progress  depends  not  upon  the  amount  of 
practice,  but  upon  the  quality  of  the  work. 

Facial  Exgression, — Watch  in  a  mirror  from 
time  to  time '(while  vocalizing)  that  no  ftacl  haSits  may 
be  formed  that  would  detract  from  a  pleasing  appearance. 
Endeavor  to  sing  with  an  easy,  natural,  reposeful,  facial 
expression.  Avoid  raising  the  eyebrows  when  singing 
the  high  tones  ;  avoid  nodding  the  head  to  and  fro  in 
ascending  and  descending  tlieT"  scales— afpeggios  and 
exercises  1,  3,  8,  12,  16,  20  and  22.  Sing  the  vowel 
sounds  ah — a — e  easily  and  naturally,  showing  the  upper 
teeth  without  exaggerating  to  a  grin. 

12.  When  the  first  twenty-three  exercises  have  been 
carefully  studied  (and  the  study  of  songs  is  begun)  it 
will  not  be  necessary  or  advisable  to  practice  them  all 
each  day. 

Practice  Daily  Nos.  1,  3,  5,  8,  10,  12,  16,  20,  22,  28,  31.  | 
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Choose  one  of  the  *'  closed  o  "  exercises  (Nos.  7,    19,  29.) 

(Nos.  14,  25,  30.) 


i  i 

one 

<  < 

"openo" 

( ( 

one 

<  < 

scale 

t  i 

one 

<  < 

(Nos.  18,  22,  26.) 
(Nos.  21,  27,  33.) 
"     a  few  words  from  "  (2,  4,  6,  9,  11,  13,  27.) 

13.  Singing  is  a  Habit.  Webster  says  "  Habit  is 
an  internal  principle  which  leads  us  to  do  easily,  natur- 
ally and  with  growing  certainty  what  we  do  often." 
Therefore  exercise  the  utmost  caution  in  the  formation 
of  vocal  habits*  Form  the  habit  of  singing  an  easy, 
refined,  velvety  tone-^rTdf  *  one  of"  loud,  forced,  rough 
quality.  Attack  the  tone  neatly,  quietly,  with  precision; 
do  not  bump,  hit,  slide  or  "  scoop  up"  to  the  attack. 
Sing  in  exact  time,  in  a  musician- like  manner.  Do  not 
think  that  "to  sing  with  expression' '  means  to  sing  un- 
rhythmically,  with  little  or  no  regard  to  time,  unlike  a 
musician.  Great  artists  follow  strictly  the  time  in  which 
a  composition  is  written. 

RECAPITULATION. 

1.  Stand  erect,  firmly,  on  both  feet  (observe  Cuts 
1  and  2),  knees  firm,  chest  high,  chin  up,  reposeful,  but 
not  rigid. 

2.  Mouth.— Opened  but  slightly  as  in  talking. 

3.  Tone. — Easy,  high  placing,  steady,  clear,  res- 
onant, floating.  All  tones  high  or  low  sung  on  the 
"high  straight  line."     Sing  to  your  "horizon  line." 

4.  Sing  unaccompanied. 

5.  TTiitik !_  Listen  |— Be  careful!  Be  patient!  Be 
systematic  !     Do  not  hurry  ! 

6.  Study  of  Songs. — Special  directions  for  the  study 
of  songs  W1*ll  be  found  on  page  31. 

7.  In  the  use  of  these  exercises  the  directions  given 
for  the  Bass  voice  will  apply  to  the  Baritone  voice  also. 
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Exercise  One, 


Soprano  and  Tenor. 
PP  Exact  in  time. 


For  all  voices. 


Transpose  lht^-cach  succe^ging 
key  ascending^.4o  k< 


W*  Vj^  eg  ^ 


1.  Position. — Stand  while   vocalizing — head   erect, 

chin  up,  chest  high. Sing  straight  out  to  your  horizon 

j-  '""-    -        i  m 1 rm-^i IWL_ 

2.  Mouth  opened  slightly  showing  the  edges  of  the 
upper,  front  teeth.  Tongue  flat  (on  ah)  its  tip  touching 
lower  front  teeth.  *«—  """« 

i.  '  "B1HLUL  support.  Blow  (as  in  blowing  out  a 
candle)  letting  the  abdomen  sink  gently.  Repeat  many 
times. 

4.  Sing  a  lightly  hummed  m  before  the  first  ah  in 
each  group  attacking  the  ah  neatly  and  without  stroke, 
Let  the  abdomen  sink  slightly  on  each  ah  (as  in  the 
blowing  exercise)  returning  to  its  outward  position  at 
each  rest,  (thus  inhaling).  The  chest  should  not  rise  in 
inhaling  nor  sink  in  exhaling. 

5.  Attention  to  these  directions  will  result  in  a  quiet, 
deep  breathing  and  an  avoidance  of  rigidity  of  the  mus- 
cles employed  in  breathing  and  support  of  tone. 

6.  Do  not  play  on  the  piano  while  you  sing.  Take 
your  pitch  and  listen  while  you  vocalize.  Read  Sec.  5, 
Ex.  Five. 
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Exercise  Two.     £~*~  >T 

Fo(  all  voices. 


■&■ 


Meanv    /tneanv      meanv      mean  '      mean 


Directions* 

1.     Position  as  in  Ex.   One.     Sing  to  your  horizon 


line. 

2.  Mouth  opened  about  thumb's  width,  showing 
edges  of  upper  teeth.  The  tip  of  the  tongue  as  in  Ex. 
One.  Let  the  body  of  the  tongue  rise  enough  to  give  a 
distinct  E.     Tip  of  tongue  well  down. 

3.  Begin  with  a  distinct  (not  dwelt  upon)  m,  nasal 
cavity  open,  free.  Sing  a  clear,  pure  E — sustained 
steadily  and  firmly  four  full  counts.  In  the  beginning 
with  but  slight  cres.  Later  on  develop  as  strong  a  tone 
as  possible  without  forcing,  or  stiffening  of  muscles. 

4.  Do  not  hurry,  take  a  deliberate  deep  breath  be- 
tween each  "mean,"  (chest  must  remain  quiet,  not 
rising  and  sinking.) 

5.  The  exercises  2,  4,  6,  8,  10  and  12  are  designed 
to  bring  the  voice  front,  to  develop  a  clear,  ringing, 
steady  tone,  to  remedy  the  il  break  "  or  weakness  usual 
in  the  soprano  or  contralto  voices  between  d  and  f,  and 
avoid  the  thick,  low  placed,  "  spread  out,"  swallowed, 
"wobbly"  tone  so  commonly  sung  in  this  part  of  the 
voice.  Tenors  may  at  first  sing  these  in  the  key  of  D. 
Bass  and  contralto  may  finally  sing  them  in  the  key 
of  B>. 
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Exercise  Three* 


Soprano  and  Tenor. 


ahAJkhv    ahv    ahv 

(distinct  ah) 
Contralto  ^rT^  Bass.     ( Very  slowly. ) 


ah, 


W-Jt 


to  an(\  ±>ass.     \  very  siowiy. ) 

mmm 

'-vW    ahv    ahv     ah. 


Transpose  inflfc  ei 

ing  key  asceWlmg  tTJfkey  of  C. 


Transpose  as  above  to  key 
A. 


Directions* 

1.  Position. — Form  the  habit  of  standing  erect  and 
of  singing  to  your  horizon  line. 

2.  Mouth  opened  but  slightly  showing  the  edges  of 
the  tipper  teeth.  Tongue  flat  in  the  mouth,  its  tip 
touching  the  lower  front  teeth. 

3.  As  in  Exercise  dne,  sing  a  "  lightly  hummed  m, 
floating  onto  the  ah  without  stroke  or  "slur."  Sing  a 
light,  velvety  ah.  No  semblance  of  a  "  chest"  tone 
should  be  used. 

4.  Slightly,  sinking  abdomen  on  each  "ah"  with 
return  to  outward  position  and  an  easy  breath  taken  at 
the  rests,  as  in  Exercise  One  (Section  6).  No  cres.  on 
whole  note. 

5.  The  use  of  a  light,  "  white  "  ah  (especially  from 

tlpE    EEIEj  tends  to  hasten  a  free> front  Placing  of 

the  voice  and  is  conducive  to  flexibility.     Read  Section  -j, 
Exercise  Five. 
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Sxercise  Four. 


For  all  voices. 


-& -or 


-6h 


iemill*f     millv        millv        millv 
Sing  the  "me"  before  each  "miir'=me  -  ill. 


Directions* 

1 .  Position  well  front,  the  weight  of  the  body  over 
hejnstep. 

2.  Mouth  as  in  Exercise  Two ;  slightly  smiled 
>osition.  Be  sure  that  the  tip  of  the  tongue,  slightly 
tepressed.  touches  the  lower  front  teeth. 

3.  Begin  with  a  distinctly  sung  "me,"  PP.  Be 
»ure  you  begin  the  "  ih"  just  as  PP  and  without  chang- 
ng  the  position  of  the  mouth  in  the  slightest.  Cres. 
:asily  on  "  ih  "  sustaining  it  four  beats,  finishing  with 
he  11  given  distinctly  but  PP,  with  a  quick  movement 
>f  the  tip  of  the  tongue. 

4.  Read  and  apply  Section  5  of  Exercise  Two. 
*et  the  cres.  come  above  in  the  open  nasal  cavities,  but 
vithout  forcing  or  "  pinching  "  the  tone. 


n 


\ 


Exercise  Five 


Ay 


Directions. 

1.  Position  erect,  positive.     Sing  to  your  horizon 

2.  Mouth  as  in  preceding  "ah"  exercises.  Forrc 
the  habit  of  a  relaxed,  low  lying  tongue  with  its  tq 
touchingrthe  lower  front  teeth. 

3.  Do  not  dwell  upon  the  j  iftfciMt  should,  howevei 
be  distinctly  given,  with  an  immediate  floating  to  a  neai 
attack  of  a  distinct  ah. 

4.  Observe  that  but  once  giving  of  the  "m"  1 
desired.  Observe  also  that  breath  (quick  and  noiseless 
is  taken  between  each  ah.     Chin  quiet  throughout. 

5.  In  Exercises  3,  5  and  7,  specialattention  shoulc 
be  given  to  the  "  gently  sinking  abdomen,"  (on  eacl 
"ah")  and  the  taking  of  a  short  breath  at  each  rest,  as  \ 
result  of  the  outward  moving  abdomen.  This  will  es 
tablish  a  quiet,  deep  breathing  and  a  firm,  high  ches 
position. 


' 


ail  voices. 


mm7      main7     '  mainv        main. 


j 


Sing  the  ''me"  before  each  main=me  -  ain. 

Directions. 

1.  Position. — Erect,  hands  at  sides  (never  back  of 

y  ou)  •    Sing^texQuxmri^jgJkii^, 

2.  Mouth  opened  but  slightly  ;  lips  relaxed  and 
natural. 

3.  Tongue. — Be  sure  its  tip  (slightly  depressed) 
touches  the  lower  front  teeth.  Let  the  body  of  the 
tongue  rise  in  a  free,  natural  manner  to  give  a  distinct  a. 

4.  Be  sure  to  begin  the  "me"  PP,  and  that  the  "a" 
begins  just  as  PP  and  with  no  further  opening  of  the 
teeth.  Think  a.  Do  not  mind  if  the  beginning  of  a 
sounds  almost  like  the  e,  in  order  that  it  may  be  as  PP, 
as  front  and  as  "high  "  in  placing  and  quality  of  tone. 

5.  Let  the  a  cres.  (do  not  force).  Do  not  let  it  be- 
come thick,  spread  or  " wobbly,' '  but  a  pure  a,  firm  and 
steady. 
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Exercise  Seve] 


Soprano  and  Tenor. 


or  all  voices* 


<Pr   inftxactjkme.jjf  k 

pipptliiplp 


ahv  akv  ahv  ahv      ah 


Contralto 


fcfc=== 


v.   -•• 

M 


Transp 
ceedi 


Transpbs^l  as  above  to 
of  A. 


ahv  ahv  ahv  ahv     ah 

(distinct  ah) 


0 

® 


Directions* 

1.  Position  erect,  the  weight  of  the  body  over  the 
instep.     Sing  to  your  horizon  line. 

2.  Mouth,  lips  and  tongue  as  in  Exercises  1,  3  and 
5.     Show  the  edges  of  the  upper  teeth, 

3.  Sing  this  exercise  slowly,  reposefully,  carefully. 

4.  Sing  the  j'lfi^'"  lightly  hummed"  and  the  de- 
tached "all's"  in  a  floating,  velvety  tone,  notjg^sply 
staccato,  but  as  distinct  eighth  notes. 

5.  No  semblance  of  a  "chest  tone"  should  begiven 
but  a  pure  "head  quality,"  firm  and  steady. 


* 


Exercise  Eight. 


For  all  voices. 


^ 


-s?- 


menv  -■  menv        men7        men1 
Sing  the  "me"  before  each  men=me  -  eri. 


men. 


Directions* 

1.  Stand  erect  and  sinff  to  yo^r  ^prizon,  Jjr^ 

2.  Mouth  as  in  exercises  2,  4  and  6.  Tip  of  tongue 
(slightly  depre^ed")  and  touching  the  lower  front  teeth. 
The  body  of  the  tongue  will  rise  as  you  sing  a  distinct 
8h. 

3.  Remember  the  "me"  should  be  sung  PP,  be- 
ginning the  eh  (m  omitted)  exactly  as  PP  without  fur- 
ther opening  of  the  teeth.  Listen  carefully  to  the  attack 
of  eh  that  it  begins  PP — with  no  stroke  nor  spreading  of 
the  tone.  Cres.  carefully,  not  forcing.  Preserve  a  pure 
Sh.     Think  eh. 

4.  Listen  for  the  high  "head  resonance  "  quality  in 
the  cres.     Do  not  cres.  on  the  teeth,  but  above* 


lb 


Exercise  Nine. 


Soprano  aj^Tenor. 

jdfl  I  In  exact  time. 


T"*    I  Ah  I    ^ 

Fir  all  Voices* 


4E3E3 


t 


Ah      .  distiqgt  ah 
Contralfo 


Transpose  into  each  succeeding'key  ascending  to  the  key  of  A. 


Directions. 
Position. — As  in  preceding  exercises. 
Mouth. — Place  the  end  of  the  forefinger  bet^ 


the  teeth  to  get  position. 

3.  Tone.— Light,  velvety,  floating  quality. 

4.  Sing  on  the  high  straight  line* 

5.  Do  not  fiurry.     Sing  so  slowl}'  that  each  tone 
may  be  distinctly  heard  in  the  group  of  sixteenth  notes, 

6.  Strike  the  chord  (on  the  piano)  to  give  the  pitch 
in  transposing  from  one  key  to  the  next  following.     Sini 
unaccompanied,    so   that    undivided    attention   may   be 
gTvetTthe  tone. 
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Exercise  Ten* 

For  all  voices* 


&- 


i 


man. 


Sing  the  "me"  before  each  man=me  -  Sn. 


Directions. 

1.  Position  erect,  firm,  reposeful. 

2.  Mouth,  lips  and  tongue  as  in  exercises  2,  4,  6 
and  8. 

3.  Sing  the  "  me"  PP.  Begin  the  "  an"  PP,  (be 
absolutely  sure  on  this  point)  wittL  no  further  opening 
of  the  teeth  nor  lowering  of  the  body  of  the  tongue  until 
after  the  attack  of  an. 

4.  Then  lower  the  body  of  the  tongue  gently  and 
cres.  carefully  all  the  time  thinking  "an.  "  Let  the 
added  tone  come  above  in  nasal  resonance. 

5.  Great  care  should  be  taken  with  "  an  "  to  avoid 
a  "flat  "  quality,  at  the  same  time  watch  that  it  does 
not  sound  like  a  in  far. 
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Exercise  Eleven* 


J      ° 
For  all  voices. 


Directions. 


1.  Position  erect,  positive  and  artistic. 

2.  Sing  the  first  three  '  'ah' s' '  with  a  light. 


;  'white,' ' 
velvety  Equality,  neat  attack  (chin  quiet).  A  breath 
should  be  taken  (deep  and  noiseless)  at  each  rest. 

3.     Attack  the  upper  tone  lightly  then  cres.  adding 

fullness  (mouth  more  opened),  then  sing  the  sixteenth 

notes  slowly,  distinctly,  full  and  round  until  you  reach 

g— rgturn.tq  the  light,  white. quality  below  g. 

^*     4.     In  this  exercise  you  should   sustain  the  upper 

(^jjbne  bv  " opposing"  the  sinking  abdomen' '  as  described 

fl  I'  J  1777 \l.hl 


-piiJULU 
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Exercise  Twelve* 


For  all  voices. 


markv    markv    markv   markv     mark. 

Sing  me  an  ark  on  each  pitch  until  you  have  the  "ah"  cor- 
rectly placed,  then  omit  "me  an". 

Directions* 

1.  Position. — A  correct  position  should  now  be  a 
fixed  habit. 

2.  Sing  me,  an  and  the  beginning  of  "ark"  PP.  Be 
sure  you  do  not  open  the  teeth  any  wider  nor  lower  the 
body  of  the  tongue  on  "an"  or  the  beginning  of  "ark." 
Listen  carefully ;  be  sure  that  you  obey  this  rule,  then 
lower  the  body  of  the  tongue  gently  and  cres.  easily  but 
without  forcing. 

3.  Think  "ah"  but  do  not  let  the  tone  spread  on  the 
attack;  do  not  let  it  drop  back.  Watch  carefully  that 
no  "chest  "  quality  is  heard  on  e,  d and  c.  Give  them 
lightly  at  first,  but  later  on  try  to  develop  the  firm  ring- 
ing quality. 

4.  When  you  can  sing  "main,"  "men,"  "man" 
and  "mark"  (beginning  with  "me"  to  give  correct 
placing)  without  change  of  quality,  then  omit  the  "me." 
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Exercise  Thirteen 
Soprano  and  Tenor. 


of  Ml  voices* 


Contralto  and  Bass. 

p 


&- 


£fo        distH^ct  ah 


(YWH^t 


irections* 

1.  Begin  with  a  light  high  quality,  mouth  jopen  but^ 
slightly,  lips  and  chin  quiet  throughout  the  exercise. 

2.  Sing  on  the  high  straight  line*    Think  the  high 
tones  out  not  up#     Avoid  relaxation  in  descending. 

3.  Transpose  into  each  successive  key  ascending  aa 
high  as  ease  and  freedom  of  tone  will  permit. 

4.  The  ordinary  range  for  each  voice : 

Soprano — to  key  of  G. 
Tenor — to  key  of  F. 
Contralto — to  key  of  E. 
Bass — to  key  of  D. 
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xcrcisc  Fourteen. 


7j  \        4*JuU 


Sing  on  A!?":     La     ga      la 


Sing  on  each  degree  of  the 
scale  down  to  middle  C. 


ra  trill  the  r     (movement  of  tip  of 

tongue  only. ) 

]a  ,  k  and  g  made  with 

(      movement  of  body 
lo  X     of  tongue. 

ltX '  The  tip  quiet. 


Directions* 

1.  Position. — As  in  exercise  one. 

2.  Tone. — Light,  high,  quality — velvety  * 

3.  Sing  out  on  the  nigji  stfaigjit  fm^rom  bridge  of 
nose  to  the  horizon  line* 

4.  Watch  ill  a  mirror,  to  prevent  any  movement  of 
the  chin*  Do  not  hold  the  chin|)|  quiet  (thereby  stiffening 
the  muscles,  but  let  it  remain  quiet — enunciating  with 
tongue  movement  only* 

5.  Endeavor  to  sing  each  phrase  legato*  Flowing: 
out  on  the  high  straight  line  with  no  break  in  the  "ah" 
sound. 

6.  To  acquire  the  trill  of  the  r.     Say: 

(tay  ray  tay  ray  tay  ray  tay) 

(tee   ree   tee   ree  tee   ree   tee) 
many  times  repeated.     Allowing  not|  the  slightestmove- 
men^  Qjnips  or  chip. 

7.  Let    all"  tne  crescendo    come    above   the  "high 

straight  line." 


X 


Exercise  Fifteen, 


For  all  voices. 


Linguo  nasal.       Labials  or  lip  consonants.       Linguo  dentals. 


m 


■&■ 


■as>- 


^ 


Mon.    tin. 
Tues.  win. 
Wed.  spin. 
Thurs.lane. 
Fri.     wane. 
Sat.     cane. 


-^ 


* 


&- 


for 


Palatals. 


i 


ih 


wail.    webih.  weaveih.  name.    lidih.    withih.    wag 
nail.     fibih.      liveih.    lame.    wedih.  slieatheih.  lagih. 
mail.    nabih,    raveih.  shame.  fedih.  wreatheih.  nagih. 
fail.     rob**1,  staveih.   him.   spedih.  breathe1*1.  flagih. 
seal.     sobih.   saveih.  game.  childih.  scytheih.  stagih. 
steal.    stabih.  giveih.   fame.   landih.  writheih.  bragih. 


S. 


swim. 


spring. 


strain. 


mist. 


swings. 


Directions* 

1.  This  and  the  preceding  exercise,  to  be  practiced 
daily  includes  all  the  vowels  and  consonants. 

2.  Speak  them  first,  distinctly  many  times,  then  sing 
them  with  a  digjfogt :  a  r ti cula^pn . 

3.  Enunciate  dearly  the  initial  consonant  (no  stiff- 
ening of  the  tongue  nor  exaggerated  lip  movement)  ; 
attack  the  vowel  neatly.  Cres.  easily  without  forcing, 
conserving  a  pure  vowel  sound.  -Give  the  final  conso- 
nant distinctly  and  crisply. 

4.  While  you  endeavor  to  articulate  distinctly  the 
final  n  and  m  avoid  tinuh,  iiameuh. 

5.  Give  the  final  1  with  a  quick,  delicate  movement 
of  the  tip  of  the  tongue  but  do  not  sing  caw-ul,  sea-yul. 

6.  Observe  that  final  b,  v,  d,  th,  (as  in  with)  and 
g  are  not  distinctly  enunciated  unless  vocalized,  vih, 
bih,  dih,  thih,  gih;  damtily.on  the  teeth,  on  same  pitch 
as  preceding  vowel  (not  vuh,  duh,  etc. 

7.  The  S  is  rarely  given  with  distinctness  by  singers 
and  speakers.  Combinations  of  sw,  sh  and  st,  help  in 
the  development  of  this  consonant.  In  giving  S  the  tip 
of  the  tongue  shojuld  be  turned  upward,  and  must  not 
touch  the  teeth, 
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Exercise  Sixteen* 

Arpeggio  Exercise. 

For  Soprano  and  Contralto  only. 
For  Soprano.  /T\ 

PP  -==  t  * )  ===—  p ) 


Directions. 

1.  Position. — As  in  preceding  exercises.     The  head 
quiet  and  reposeful* 

2.  Mouth.— Open  but  slightly. 

3.  Tone. — Light,  high  quality^  velvety* 

4.  Sing  in  exact  time* 

5.  Sing  on  the  high  straight  line.    Think  the  high 
tones  out  not  up.  -^mmmmm^m^mm^ 

opranos  sing  in  following  keys :  C-D^  -D-Eb 
E-F.     Contraltos  in  :  A-B^ -B-C-D^  . 

7.     Sing  slowly,  carefully,  quietly  and  with  repose. 


ft- 


■iv 


Eierc 


Exercise  Seventeen. 

For  all  voices. 
p  legato.  ^^^ 


i 


I 


F 


3 


A— A 


-j^ 


1  I  stood  where  the  sum-mer  tidev  flow   —  ing, 

2  Father    will  come  to  theev  soon 

3  Down  by    the     deep v     sad     sea 

4  The   sun  is  now    set-tingv  in  the  west 

5  The  ro-sesv  bloom     over      the     way 


Directions. 

1.  Position. — Erect,  chest  high,  chin  up. 

2.  Mouth. — Repeat  the  words,  watching  meanwhile 
the  position  of  the  mouth  in  a  mirror.  Then  sing  the 
phrase  with  no  wider  opening  of  the  mouth  than  while 
speaking.  Enunciate  with  tongue  and  lips,  leaving  the 
chin  quiet. 

""3.     Tone.— Begin  in  the  light,  high  quality.      Sing 
on  the  "  high  straight  line*" 

4.  Give  each  eighth  note  its  full  time.  Beat  time — 
be  exact. 

5.  Take  breath  at  places  indicated — v 

6.  Sing  in  a  flowing,  legato  style. 

7.  Read  aloud  the  words,  punctuating  as  indicated 
by  breath  marks — enunciating  distinctly — then  sing  the 
phrases  and  make  final  consonants  as  distinct  as  in 
speaking. 

8.  Sing  in  the  following  keys  :  O  -  G  -  A>  A  -  Bb  - 
or  to  as  high  as  can  be  done  with  ease. 


M 


\  QfausAjQ 


Exercise  Eighteen, 

For  all  voices. 


;fag_^_:s_fe       j 


Loo      o.     Sing  aLso  on  these  pitches. 


Directions* 

1.  Position. — Erect.     Sing  to  your  horizon  line. 

2.  Begin  the  loo  softly.     The  lips  in  "ah"  position 


not  closed  or  protruded.  Think  90  but  do  not  use  the 
lips.  Practicing  it  in  this  manner  you  will  form  the 
habit  of  giving  a  very  open,  free  00. 

3.  Begin  o  in  exactly  the  same  position.  Think  o, 
do  nqtjspeakjt  with  closing  of  lips. 

4.  Cres.  gently,  preserving  the  same  open,  free, 
high  placed  tone.  Have  all  the  cres.  in  the  high  head 
resonance  quality,  not  allowing  it  to  spread  nor  drop 
back. 

5.  When  the  habit  is  formed  of  singing  00  and  o 
open,  perfectly  free  and  well  front,  then  begin  to  use  the 
lips  as  in  speaking  00  and  o,  preserving  the  same  free 
tone. 
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Exercise  Nineteen, 


For  all  voices* 


Sopranof  anqfCe\^rshfh^n  tHl  IWlowing  keys:   AP,  GP,  E,  D.  C. 
Contraltos  and  Basses*sing  in  the  following  keys:  G^,  F,  K,  D,  C,  Bl?,  A£. 


Directions* 

1.  Position,  erect  and  sing  to  your  horizon  line. 

2.  Sing  a  free,  distinct  m  attacking  the  ah  opet 
with  strong  breath  support.     Distinct  ah. 

3.  Do  not  hurry  but  vocaTz^ciearly  and  distinctly 
each  note.     Tenors  and  basses  sing  slowly. 

4.  Begin  whjj^hi^."  pure  head  quality  carrying 
this  tone  down  to  the  lowest  pi  tcE!1  sun  gTjJo^ol  let  t! 
tone  spread  in  descending,  but  keep  the  bright,  open  ah 


u 
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Exercise  Twenty. 


toprano  and  Tenor, 

pp 


For  all  voices. 


— \j — -\ r*= 

f\           *T 

/rt\     a 

x\)-£\  "      m 

tr     *r* 

Practice  in  following  keys  also:    D,  E, 
F,  G,  A|?. 


oo  o   ahv  ahv    ah, 


Contralto  and  Bass. 

pp 


i 


Practice  in  following  keys  also:     C,  D, 
E,  F,  G. 


oo  o   ahv  ahv    ah. 


Directions* 

1.  Position  erect  and  positive. 

2.  Sing  "  oo  o  ah  "  PP,  mouth  opened  but  slightly 
>n  ah. 

3.  *  Take  breath  after  each  ah — deep,  noiseless  with- 
out effort  or  raising  of  the  chest. 

4.  Cres.  gently  on  final  ah.  Strive  for  velvety  ful- 
less  of  tone,  not  for  a  "  big  M  tone.  Do  not  force.  Let 
ill  the  reinforcement  of  tone  come  above  in  head  reson- 
ince  quality. 


Z: 


\ 


^""to  nttfilctfaj* 


Exercise  Twenty-One* 


For  all  voices. 


Soprano  anltl  Tfcnora  Keys  of 
Contralto  acid  Bass  1  Keys  of 


«" 


T>,  D?,  C.  . 
>,  C,  B,  B|?. 


Directions* 

1.  Position. — Erect  and  positive.  Be  sure  that  the 
chest  remains  high  until  the  close  of  the  exercise. 

2.  Sing  a  distinct  "  m,"  attacking  the  "  ah  "  wit! 
a  strong,  open,  pure  head  tone.  Do  not  hurry  but  give 
each  note  clearly  and  distinctly. 

2.     Carry   the   pure  headtone  quality   down  to  the 
cWest  pitch  sung,  not  spreading  into  a  broader,  heavie: 


Itfelity  (no  "chesty  tone  allowed)  and  preserving^  clea: 


lisWt  ,(ah." 


i>Jl_A^>.l    I       w    I     """ 


0 


i 


£\uut. 
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Exercise  Twenty-Two* 

The  1st  Exercise    in  Open  O 
Soprano  and  Tenor. 
PP <^ 


/ 


( 


m 


$=*=t 


s 
La       O 

open  O 
Contralto  and  Bass. 


Practice  this  also  in  the  fol- 
lowing keys  : 
B-C-D^-D-E^- 


Practice  in  the  following  keys, 
Bb-B-C-D^- 
Contralto  also  in  D. 


Directions. 

1.  Position. — In  this,  as  in  all  sustained  tone  prac- 
tice, one  should  be  very  careful  to  stand  firmly  on  both 
feet.     Chest  high. 

2 .  Sing  the  u  la ff  very  lightly  with  the  tip  of  the  fore- 
finger between  the  teeth. 

3.  Begin  the"o"  PP  in  exactly  the  same  position 
of  mouth,  without  moving  in  the  slightest  the  teeth,  lips 
or  tongue*  Think  o,  letting  it  begin  almost  ah,  so  open 
and  quiet  should  it  be. 

4.  Crescendo,  allowing  the  abdomen  to  sink  very 
slightly.  Do  not  lose  the  velvety  quality  with  which 
you  begin  o  (when  you  crescendo.)  Let  the  increase  of 
tone  come  above,  in  head  resonance  quality. 
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Exercise  Twenty-Three. 

For  all  voices. 

P  legato 


W*^ 


1.  A-bide  with  usv  O     Fa-ther*  God*  to-night. 

2.  And  as  the  dark-ness  comesv  our  God  is  near. 

3.  We  know  our  roof  is  lowv  but  Thou  art  nigh. 

4.  We  did  not  seem  to  need  Theev  in  the  light. 

5.  All  thro  the  day  v  we  feel  Thy  pres-ence  near. 

6.  That  Thou  wiKsfcnd  us  joy  and  peacev  we  know. 

Directions. 

1.  Sing  1st  line  in  key  of  C,  2d  line  in  D*>  ,  3d  line 
in  D,  etc.,  to  as  high  as  can  be  done  with  ease  and  free- 
dom of  tone. 

2.  Begin  each  phrase  lightly,  in  the  high,  light 
quality  of^foWe."  In  the  same  light,  floating,  velvety 
quality  you  have  been  using  in  Exercises  1,  3,  5,  oanK. 

3.  Sing  each  phrase  on  the  high  straight  line,  no 
matter  whether  the  pitch  be  high  or  low. 

4.  Beat  time,  and  give  full  value  to  each  note. 
Watch  especially  that  you  do  not  slight  the  eighth 
notes. 

5.  Distinct  consononts,  pure  vowels,  correct  phras- 
ing. 

6.  Read  the  phrase  aloud  before  you  sing  it. 
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The  Study  of  Repertoire* 

When  ths  preceding  Exercises  have  been  carefully 
tudied,  and  Nos.  15  and  23  can  be  sung  with  ease,  a 
ree  tone,  a  good  enunciation  and  correct  phrasing  in  at 
east  five  keys,  an  easy  song  of  limited  range,  and  with 
,  simple  accompaniment  should  be  chosen  for  study. 


Directions* 

1.  The  Words. — Read  the  poem  aloud  carefully  and 
listinctly  several  times,  endeavoring  with  each  repetition 
o  enunciate  with  greater  distinctness,  to  tell  the  story 
learly  and  naturally,  and  to  express  with  understand- 
Qg  the  sentiments  and  truths  therein  contained. 

2.  The  Time. — Now  study  the  time  of  the  melody, 
tote  the  measure  in  which  it  is  written,  chant  the  words 
>n  the  same  pitch  in  exact  time,  beating  the  time  until 
rou  have  mastered  it.  (See  page  4,  section  6),  (never 
>eat  time  with  the  foot,  it  is  a  disagreeable  habit). 

3.  The  Melody. — Now  study  the  melody,  noting  the 
:ey  in  which  it  is  written,  changes  of  key,  etc.  Do  not 
>lay  it.  Get  yonr  pitch  and  sing  it  through  with  la,  until 
rou  have  mastered  the  intervals  ;  then  sing  it  with  la, 
seating  the  time,  and  finally  the  words  of  the  song. 
Jach  composition  thus  studied  will  advance  one  in 
ausicianship. 

4.  The  committing  of  both  words  and  music  should 
allow,  with  attention  to  preludes  and  interludes.  One  is 
tot  prepared  to  sing  a  composition  for  listeners  until  both 
he  poem  and  music  are  thoroughly  committed.  This  is  a 
Labit  easily  acquired,  needing  but  patience  and  persist- 
nce  in  its  formation. 


5.  Interpretation.— To  be  a  broad  interpreter  o 
song,  literature,  oratorio  or  opera,  it  is  of  vital  import 
ance  to  gain  all  information  possible  about  the  persons 
places,  or  circumstances  mentioned  in  the  lines,  and 
thorough  knowledge  of  the  language  in  which  it  i 
written 

6.  While  insisting  upon  a  careful  and  thoroug] 
study  of  the  fundamental  principles  of  music,  of  inter 
vals,  scales,  keys,  etc.,  it  is  the  purpose  of  "A  Proces; 
of  Vocai,  Study"  to  incite  the  student  to  a  broad  an< 
comprehensive  study  of  music,  recognizing  the  fact  tha 
the  great  stumbling  block  to  the  average  vocal  studen 
is  his  lack  of  musiqianship. 


Exerci 


rcise  Twenty-Four* 


In  exact  time. 


For  all  voices. 


we- 


wmg- 
way- 
wed- 


week- 


-dih 
■k 


Transpose  (by  half  steps.) 


Soprano  and  Tenor  to  key  of  C 
Contralto  "     "     "  B* 

Baritone  "     "     "  A 

Bass  "     "     "A*> 


Directions* 

1.  Position. — Erect,  quiet,  chest  high. 

2.  Mouth. — Opened  but  slightly. 

3.  Tone.— Light,  easy,  high  quality.  Think  the 
high  tones  out,  not  up ;  on  the  high  straight  line* 

4.  There  is  a  great  tendency  to  sing  these  vowels  in 
a  forced,  pinched  quality.  Let  them  come  easily,  freely 
and  without  forcing. 


as 


X 


Exercise  Twenty-Five. 

For  all  voices* 

Minor  Scales  and  Intervals. 
1.     Harmonic  Form. 


* 


zfc 


V 


t& 


=t 


T» 


5=iti»=f=itiEg 


•— # 


i 


la      ti    do    re    mi    fa    si    la     si    fa    mi    re    do    ti     la 


2.     Melodic  Forms. 


te 


Jr*-* 


=rf 


V 


5 


*tt=S 


0—1 


fj  -0-  -  w   -&- 

la    ti    do  re     mi      fi    si    la     sol    fa  mi    re      do    ti     la 
3. 

minor  3d  major  minor   V     major  3d  minor  3d 

rfc— ' 


x. 


la  la  la  la  etc. 


K3 


rfe 


m 


A=^ 


V 


V 


4-A-H- 


:i=i 


:d: 


:i 


f%3t^Z=^=S=^ 


:t=5p 


# I 


H__^_,_r 


la  do   mi   fa   mi    la    la    si    fa    mi    do    la    ti    re   do'ti     la 


Directions, 

1.  Sing  slowly*  With  high  quality,  straight  line 
placing  of  voice. 

2.  Study  signatures  of  all  the  minor  keys.  Name 
the  relative  minor  of  the  following  (and  all  other)  major 
keys,  writing  key  in  space  provided,  e.  g. 

C  major  (  ^  <*;■*»/   ),  G  major  (  ^vv^fwO,  A  major 

(  pf*W  )>  F  maJ°r  (  ^  ^^    )>  E  maJ°r  (  C  )' 

etc. 
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u 


H   \n> 


Exercise  Twenty-Six* 
PP 


For  all  voices* 


:± 


« 


I 


him. 

it. 

so. 

p%      led      me. 
O      can     you. 
spring-time. 
Hd  came    here. 


Transpose,  as  in  preceding  exer- 
cises, going  no  higher  than  can  be 
done  with  absolute  ease  and  freedom 
of  tone. 


>  Soprano — to  key  of  F#  . 
Tenor —  to  key  of  F. 
Con.  and  Bar.  to  key  of  E. 
Bass —  to  key  of  E^  . 


Directions* 

1.  Position. — Be  especially  careful,  as  in  all  sus- 
tained exercises  to  stand  firmly  erect. 

3.  Tone. — Sing  each  word  of  the  phrase  in  a  light, 
high  quality  of  voice. 

3.  Crescendo  gently  on  the  upper  tone — not  forcing 
— let  the  breath  flow  gently,  quietly — not  in  a  bumpy 
crescendo.     Do  not  force* 

4.  Keep  the  tone  concentrated — as  you  crescendo, 
not  spreading  or  opening  out  into  a  lower  position. 

5.  Let  all  the  crescendo  come  above  the  "high 
straight  line." 


u 


\h 


85 


Exercise  Twenty-Seven, 

For  all  voices. 
Major  and  Minor  Scale  combined 
For  Soprano  and  Tenor. 


I 


l^Pfp^^SS 


tt^q 


A  "U        distinct  ah 


-($*- 


Transpose  into  the  keys— D[?-D-Eb-E-F. 

For  Contralto  and  Bass. 


« 


p 


W^%£gg0*s£^$= 


A  J^        distinct  ah 

Transpose  into  the  keys— B^-B-C-D^-D. 


Directions* 

1.  Sing  an  easy,  high  resonance  tone,  on  the  high 
straight  line* 

2.  Sing  slowly  at  first,  watching  carefully  the  minor 
and  major  3d,  the  augmented  second,  and  minor  3d  in  as- 
cending, accenting  these  a  trifle  more  than  the  other  in- 
tervals of  the  scale. 

3.  Position,  Tone,  etc.,  as  in  preceding  exercises. 
Watch,  in  a  mirror,  that  the  body,  head,  chin  and  eye- 
brows are  quiet  in  vocalizing  this  exercise. 
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Exercise  Twenty-Eight. 


Soprano  and  Tenor. 


For  all  voices* 


Contralto  and  Bass, 


Directions* 

1.  (<Tip   of   finger"    position.       (The  upper  teeth 
uncovered,  the  lower  teeth  covered  by  the  under  lip.) 

2.  Begin  with  light,  high  quality. 

3.  Cres.    slightly   in  ascending,    and   dim.    in  des- 
cending. 

4.  Sing  each  note  of  the  triplet  in  exact  time  ;  flow- 
ing, legato,  with  no  accent  on  first  note  of  the  group. 

5.  Transpose  into  each  successive  key,  ascending  as 
high  as  ease  and  freedom  of  tone  will  permit. 


Exercise  Twenty-Nine. 

The  3d  Closed  O  Exercise. 

For  all  voices. 

PP 


i=d=3=} 


n-j=^=i 


& 


closed  O 

loo     a   E      O      Ah 

distinct  Ah 


Directions* 

1.  Position. — Erect,  firm,  chest  high.  Do  not  drop 
the  chin. 

2.  Endeavor  to  sing  each  vowel  on  the  same  high 
straight  line,  in  the  same  position  of  tone  placing  in 
which  you  begin  u  loo/' 

3.  Observe  the  position  of  the  lips  in  a  mirror 
(changing  position  on  each  vowel),  then  let  the  lips  move 
in  the  same  natural,  free  manner  when  you  sing. 

4.  Avoid  stiffening  the  lower  jaw.  Leave  the  chin 
quiet,  singing  all  the  vowels  with  the  mouth  position  un- 
changed (slightly  opened),  opening  no  wider  on  u  ah#" 

5.  Allow  no  relaxation  of  high  tone  placing — as  the 
lips  move  in  passing  from  "oo"  to  "a"  and  "e.'l 
More  care  is  also  required  in  going  from  "O"  to  uAh." 


ay 


Exercise  Thirty. 

Chromatic  Scale. 


For  all  voices. 


=£=*= 


do       di 


re 


ri 


mi        me 


re 


-N- 


do 


2. 


m± 


3 


*2$£W&& 


-TTrrt 


ES^S 


3 


•5»-rtr* 


-iS1- 


do     di    re  ri    mi    fa    fi  sol    la    v  le  sol  se  fa   mi  me  re  ta    do 


tTTTJ  I J  J  i>J  J.^^-'l"! 


do       di     re    ri        mi    fa       fi      sol       si      la      li       /* 


do 


$ 


fett 


=p=j=p? 


Jat 


-»— y* — #■ 


=t==t 


— *— pr 

do      /*'      te     la         le     sol     se     fa       mi    me        re      ra      do 


Directions* 

C    a — ah 

1.  Pronunciation  as  in  Italian      ■<    e — a 

L   i— e 

2.  Very  slowly — syllables  spoken  distinctly. 

3.  Sing  a  high  resonance  tone,  all  on  high  straight 
line. 

4.  In  beginning  strike  the  chord  (on  piano)  on  one 
and  three  of  each  measure.  Afterwards  only  on  one  of 
each  measure,  and  finally  on  one  of  each  alternate 
measure. 


Exercise  Thirty-One. 


For  all  voices. 


4 — g— I — ^ 


mm 


M 


*  ''     V 


ah 


Basses  sing  in  keys:  C,  Db,  D,  E?,  E,  F. 
Contraltos  sing  in  keys:  C,  D£,  D,  Ep,  E,  F,  GP,  G. 
Tenors  sing  in  keys:  C,  D^,  D,  E^  E,  F,  G£,  G,  A^. 
Sopranos  sing  in  keys  to  high  C. 


Directions. 

1 .  Position  as  in  cut  2,  page  one. 

2.  Begin  with  a  light,  firm,  distinct  ah  (no  '  'chest' * 
quality  allowed). 

3.  Sing  each  (upper)  C  with  a  full,  round,  free  tone 
and  a  direct,  neat  attack  (no  "  sliding"  or  bumping 
allowed). 

4.  Sing  the  tones  occurring  upon  the  second  and 
fourth  beats  of  each  measure  (unaccented  beats)  with  a 
light  but  distinct  ah. 

5.  Do  not  allow  the  tone  to  spread,  or  "  bump"  on 
the  unaccented  beats,  but  preserve  a  neat,  delicate 
"headtone"  attack. 


40 


Exercise  Thirty-Two. 

The  Trill. 

For  all  voices. 

Slowly. 

up      down    left        right    up  d 


i 


1 


-~. 


:± 


3 


AVi        distinct  ah 
down 


left 


right 


up 


3H; 


down 


Be=!  i  i  i  i  i   ;      ;   ■  f  i  i   —^^ 


^|^        distinct  ah 


Directions. 

3.  Tone. — Light,  high  quality.  Mouth  opened  but 
>lightly. 

2*  Beat  Time  —  Always — Keeping  the  value  of 
>ach  eighth  and  sixteenth  note  exacto 

3.  As  the  upper  note  is  the  one  most  usually  slighted 
n  trilling,  it  would  be  well  to  accent  slightly  the  first 
lote  in  each  beat  in  the  measure  of  sixteenth  notes,, 

4.  Be  very  careful  to  preserve  a  distinct  ah  in  the 
neasure  of  sixteenth  notes. 

5.  This  may  be  sung  on  each  degree  of  the  scale  as 
ligh  as  ease  and  freedom  of  tone  will  permit. 
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Exercise  Thirty-Three, 


p 


e=t 


fj 


The 

The 

In 

It 

We 

Un  - 

The 

The 


For  all  voices* 


art 

earth 

mirth 

stirred 

heard 

furled 

word 

curse 


i 


Transpose  into  the  followin;. 
keys: — 

Sop.— B-C-D-D^-E^-B 
Tenor— B  -  C  -  D^  -  D  -  E^ 
Contralto— B  -  C  -  D^  D 
Baritone— B  -  C  -  D^  -  D 
Bass— A^  -A~B^-BC-D^ 


Directions* 

1.  Position. — Always  erect,  sing  out.  not  dow 
toward  the  floor. 

2.  Place  the  tip  of  the  forefinger  between  the  teetr 
and  sing  easily — "The  Art" — noting  the  easy,  open  at 

3.  Sing  ' '  The  Earth  ' '  in  precisely  the  same  positior 
beginning  "  earth  "  as  open  and  free  as  you  sang  "art* 
Do  not  mind  if  it  sounds  like  arth  at  first. 

4.  Now  endeavor  to  sing  it  open,  free,  giving  it  th 
correct  (,ur"  sound. 
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ercise  Thirty-Four. 

prano  and  Tenor. 


Ah AAh- 

ntralto  and  Bass, 


V 


Ah AAh 


Directions. 

1.  "  Tip  of  finger  "  position. 

2.  Begin  with  a  light,  "high  "  quality  of  voice. 

3.  Sing  each  note  of  the  group  in  exact  time,  even 
quality,  (no  accents),  and  very  legato. 

4.  Practice  slowly — cres.  slightly  in  ascending,  and 
tn.  in  descending. 

5.  Transpose  into  each  successive  key,  ascending  as 
gh  as  can  be  done  with  ease  and  freedom  of  tone. 
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Italian  Pronunciation* 

Vowels.  Consonants. 


It.  Eng. 

a  always  like  a  in  far. 


"    oo  in  cool. 
if     e  in  meet. 


E — long  sound  like  a  in  say. 
E— short     "         "    e  in  led. 
O — long      ■'         "    o  in  low. 
O— -short     "         "    o  in  for. 


E  and  O  have  the  long  sound 
when  the  syllable  ends  in  a 
vowel. 

Example — do-lo-re. 
They  are  short  when  the  syl- 
lable ends  in  a  consonant  and 
before  double  consonants. 
Example-for-za,  per-fetto,  ello, 
etto,  ente,  etc. 


The  e  and  i  in  It  should  be  very 
sombre,  not  pronounced  front 
on  the  teeth,  but  rather  back  in 
the  mouth,  full,  yawned. 


IT. 

CO 
CU 

ca 

ci 

ce 

go 
gu 
ga 

gi 
ge 

chi 
che 

ghi 
ghe 

sci 
see 

schi 
sche 


Eng. 
ko 
hard  like  c    S*    koo 
kah 


^j    hard  like  c    > 


soft 


hard  g 


soft  g 


hard  like  k 


hard 


like  sh 


like  sk 


} 


chee 
chay 

go 

goo 

gah 


jay 

kee 
kay 


\ 

l   gee 

} 


gay 

she 
shay 

skee 
skay 


r — always  trilled. 

rr — trilled  very  strongly. 

s— between  two  vowels-z. 
z — ts. 


In  double  consonants— ello,  etto,  enni,  gemma,  etc.     Prolo 
the  first  one. 


German  Pronunciation. 


GER.  ElsG. 

Long  a  like  ah,  For  Example — war,  Vater,  gar. 
"      e     li     a  "  — ehre,  schwer,  weg. 

"      i      "     e  "  — wir,  dir. 

u      o     "     o  "  — Dom,  vor,  Thor. 

11     u     "    oo  "  — B1ut,  gut,  Hut. 


•Short  &  like  ah  (but  not  so  prolonged  when  it  comes  before  double 

consonants),  Example — dass,  alien,  fall. 
Short  e  like  £h  (when  it  comes  before  double  consonant) — wenn, 

Herz. 
Short  i  like  ih— wird,  wind,  will. 
Short  o  like  o  in  not — Gott,  Spott. 

&  as  in  Rader,  Tbrane — (have  no  equivalent  in  English. ) 
6  as  in  Sonne,  schon —  \    Must  be  learned 
li  as  in  duster,  miide —  i      from  the  teacher. 

eu  as  in  freude    —  1    ,.,  .     . 

.....  r   like  oy  in  joy. 

au  as  in  auglein  —  J  J       J   J 


ei  as  in  zeit,  weit — (like  i  in  night.) 
ie  as  in  wie,  die — 'like  ee  in  see.) 


e  before  rn,  rs,  rz,  like  eh  (in  English)— Ex. 's— gem,  stern,  fern, 
Herz,  etc. 

,ng  and  nk  always  make  preceding  vowel  short — Ex.'s — singer, 
sinken,  Rang,  Ranken,  jung. 

ch  after  e,  i,  r,  6,  is  softened  like  h  in  hew.— Ex.'s — ich,  mich, 
Pech,  durch,  Bachlein,  dich. 

ch  after  a,  o,  u,  au,  is  gutteral  (back  in  the  mouth)— Ex.'s— ach, 
auch,  Loch,  Buch,  lachen. 

*5 


Repertoire. 


/. 


.    C/sis*  jb* 


ILy»if&cJyZb76W'i-> 


7 


l.2^Z^&~ty*^,/$?" 


dJr 


1  !ffi»~*~^i  On***'  *•*•&- 
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